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essay I will suggest that just as the anachronisms of Roman paganism in the play allow it to become "a jagged mirror for Christians, reflecting the troubled conscience of postReformation Europe," so the blurred lineaments of its classical Roman setting and the historical legerdemain of its treatment of the Goths betray the outlines of another ancient culture and another non-Roman intertext at work in the play. 8 That culture, that country is ancient Persia, and, I suggest, the important and hitherto unnoticed intertext through which it is mediated is Book 1 of Herodotus's Histories. Specifically, Shakespeare's play evokes a well-known set of narratives centred on the figure of Cyrus the Great, founder of the ancient Persian empire. These intertextual resonances work not only in Tamora Traffiques of the English Nation (1589). 10 Histories of Persia formed a prominent part of the classical inheritance as well as a recent preoccupation of continental comparative historians and ethnographers, and the ambiguous image that these studies provided of a Persia that was both "barbarian" and "civil" was one that endured into the eighteenth century. 11 On the public stage, this interest was reflected in the production of plays such Histories that Herodotus was best known to Elizabethan readers. 13 But these readers inherited mixed views of Herodotus. Cicero's "Father of History," Herodotus had also acquired the appellation of "father of lies" and "lover of barbarians" (philobarbaros)
from Plutarch who dedicated an entire essay to attacking Herodotus's scurrility and inaccuracies. 14 Prominent among those classical heroes whom Herodotus knocked from their pedestals (thereby incurring Plutarch's ire) was Cyrus. 15 Plutarch's reaction reveals an important feature of the textual legacy about Cyrus: an interrogative attitude about him, his status as an exemplar, his moral character and political leadership, one that arises from the significant divergences between the best-known accounts of his life and which is kept alive by his medieval and Renaissance proponents and opponents.
A favourite exemplar of humanist pedagogues notwithstanding the Herodotean account, Cyrus was known to Renaissance readers in the first instance through the fictionalised biography written by Xenophon, a Greek contemporary of Plato's.
Xenophon's Cyropaedia described the education and career of Cyrus in glowing terms, making the life of Cyrus easily assimilable to the later mirror-for-princes tradition. 16 But
Herodotus's account of Cyrus, which dominates Book 1 of the Histories (and which Xenophon had strategically ignored), gave an altogether less glowing account of a proud and merciless king who merited his bloody end at the hands of a barbarian queen, Tomyris. Xenophon omits this entire episode, replacing it with a dignified death-bed scene where Cyrus, ever the shining exemplar, dispenses advice to his sons on the vagaries of power and the responsibilities of the empire that he bequeaths them. If
Xenophon's was the pious schoolroom narrative, Herodotus's was the story on the street.
The obvious disjunctions between their accounts, notably on the subject of Cyrus's death, only added to their appeal, as the numerous references to Cyrus in both popular and esoteric texts testifies. 17 So if Shakespeare made use of Herodotus's narratives of ancient Persia, and particularly the tales of Cyrus, he should have been able to count on his first audiences to spot the allusions.
These allusions, at first, comprise rich parallels of plot and imagery, direct evocations, and looser but resonant details, and are revealingly numerous. The conflict between Media and Persia which first brought Cyrus to power --a war between a dominant race and a subordinate nation which eventually reverses that hierarchy --shadows the quasi-historical power-struggles between Romans and Goths in Titus And with these wordes a iust reward she taught:
Drynke nowe thy fyll of thy desyred draught.
Loe marke the fine that did this prynce befall:
Marke not this one, but marke the ende of all.
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The moralised terms of Herodotus's rendering of the Tomyris/Cyrus encounter were also strengthened by medieval exegetical traditions in which Tomyris is seen as fulfilling nothing less than divine mandate in toppling "irous Cirus." 29 The Speculum humanae salvationis makes this clear with its typological illustrations of Tomyris alongside Judith and Jael prefiguring the Virgin Mary's defeat of the devil. 30 In similar vein, Cyrus was consigned to the salutary exemplars of Pride in Dante's Purgatorio. Tomyris becomes a regular presence in medieval enumerations of the "Nine Worthies", heroic female figures from scriptural and classical history lauded in the verbal and visual arts. 31 These classical and medieval moralisations held currency well into the early modern period, as we see in numerous witty or moralised representations of Cyrus, and in Tomyris's inclusion in later catalogues of heroic women. 32 That Cyrus "did lose his heed" is playfully remembered by analogy with Ariosto's Orlando "quho did lose his braine" by one of King James's "Castalian band." 33 Robert Chester merely spells out what is implicit in many other texts when, in Love's Martyr (a 1601 miscellany to which Shakespeare was later to contribute) he describes Tomyris as being "full of Noblenesse." 34 It seems, therefore, that Sir John
Harington had good grounds for noting that Tomyris's was a "wel knowne speech" --and
Tomyris a well known and admired heroine. 35 This tradition of Tomyris as an instrument of God's justice, or a just avenger in her own right, seems to lie behind moments in Titus Andronicus when Tamora is put in a position to generate sympathy from the audience --and behind the image of the "swallowing womb" itself. 36 Her initial plea and persuasive reasonings with Titus on behalf of her son Alarbus is an example, one that made its mark on early audiences, as the curious Longleat manuscript drawing shows. 37 From moralization, it can be merely a small step to sectarian polemic, and Tomyris gets conscripted for such duties too. In 40 This latter possibility will be explored in the final section of this paper.
BELLIES AND BARBARISM
The connection between the swallowing womb and Tomyris's revenge can be observed in the minor details of language and so on, as well as the larger structural occupy the moral high ground as he leads an army of Goths against his fellow-Romans.
As noted previously, this particular allusion to Herodotus's narrative of Astyages/Harpagus/Cyrus is mediated through one of Shakespeare's acknowledged
Roman sources: Seneca's Thyestes. Shakespeare also probably draws on the concluding scene added by Jasper Heywood to his 1560 translation of Thyestes, in which the eponymous hero laments that his "more then monstrous womb" has "become a cursed tombe." 45 Together, Herodotus's proleptic bellies and stomachs (culminating in Tomyris's revenge), Seneca's cannibalistic banquet and Heywood's "womb" and "tomb" form the pattern of Shakespeare's "swallowing womb." From these narratives of barbarian maternal revenge and "civil" paternal suffering, Shakespeare forges even fiercer narratives of civil maternal suffering and barbaric paternal revenge based on the swallowing womb, narratives which obfuscate the line between civil and barbarian, Roman and Goth, and which throw the basis of all "civil" values into question.
The pattern of Tomyris's revenge recurs throughout Shakespeare's play, sometimes on its own terms, other times in coalition with Roman cultural paradigms.
Beginning with Marcus's plea to Titus to "help to set a head on headless Rome"
(1.1.186), it reappears in the reminder in Saturninus's name of both Saturn (who, fearful of their usurping him, consumed his sons) and the Assyrian emperor Ninus (whose wife, Semiramis, ruled in his stead and attempted incest with her son). 46 The imprisoning maternal womb invoked by Aaron later in the play as a way of engendering fraternal sympathy between Chiron and Demetrius and his own son again builds on the elements of Tomyris's revenge. 47 More often, the connection between womb and tomb suggested by Heywood and already implicit in Herodotus allows the swallowing womb to be figured as the earth. Shakespeare fuses this form with the quintessentially Roman notion of the earth as "great mother of us all," remembered to Rome by none other than Lucius Junius Brutus. 48 The earth with its "dry appetite" (3.1.14) simply drinks the penitent The term "swallowing womb" first appears in Act 2, Scene 2, describing the pit in which Bassianus's body is dumped and in which two Andronicus brothers are entrapped.
The "detested, dark, blood-drinking pit" (2.3.224) has long been associated not just with "the malign fecundity of the maternal womb" but, specifically, with Tamora's womb. 50 Once again suggestions of Tomyris's revenge shape events at the pit. Two of its victims, Quintus and Martius Andronicus, are beheaded as a result of having been found there;
another, Bassianus, is dumped there as a makeshift tomb. An "unhallowed and for, a travesty of the female offices of care and chastity as they once operated in Roman ideology. 54 (In turn, it is this brutalisation of Lavinia (and not necessarily a misremembered Roman precedent) that prepares Titus for her mercy killing soon after, I
would suggest.) Just as the echo of Tomyris's revenge helped to justify that of Tamora up to a limit, so too it couches Titus's revenge in relatively sympathetic terms --up to a limit. Critics tend to agree that Titus is, ultimately, "a man more sinned against than sinning," but his appropriation of the moral authority of Tomyris's revenge in turn subjects him to the paradox of the revenger: that in the psychological and moral dynamics of revenge, the revenger must in a sense become, and become worse than the person who has wronged him. 55 Here, at least, Seneca trumps Herodotus. Lavinia's agency in Titus's revenge thus undermines her moral stature too, and the social and political myths of 
TAMORA IN ENGLAND?
If the Herodotean overtones of the swallowing womb re-shape the moral configuration of the plot and its discourses of civility and barbarism, they also hold troubling political and symbolic implications for both Rome and an England that cherished Roman classical ideals. The sovereignty of the swallowing womb --embodied by Tamora and then adopted by Titus in concert with Lavinia --has significant consequences for Roman political ideology, not least because of its displacement of the expected totemic body-part preserving Rome: the head. One of the favourite political legends of Rome and
Romanitas is Livy's account of the human head found under the Capitoline, taken to prophesy Rome's place as the "head" of the world. 62 The terms of Livy's prophetic legend (the imperative to "set a head on headless Rome" (1.1.186)) explicitly underscore and the Goths, then it is indeed likely that Tamora might be considered a fictional ancestor of Elizabeth's, just as Spenser construed Britomart. And beyond Gothic Tamora, the Massagete Tomyris. As James has pointed out, Tamora has particular affiliations with Elizabeth's "body iconographic" of the 1580s and 1590s, and many of these are mediated through her connection with Tomyris. 64 History was kind to Tomyris, as we have seen.
Medieval and early modern readers credited Tomyris with the heart and stomach of a king, and early modern commentators tended to agree. For Arthur Golding, for example, she was "a manly woman," a comment intended as a compliment. 65 Tomyris was also frequently considered together with Judith and Jael, biblical virgins who had protected their countries by decapitating would-be aggressors of their people (and bodies). Judith and Jael were also prominent in contemporary iconography of Elizabeth in the 1580s, used to strengthen her position in the political framework of state. 66 Venus armata, a wicked Astraea. For James, Shakespeare deploys the worn iconography of formidable royal power so as to direct attention to the false promises of that iconography, producing a critique of Tudor imperial ambitions as they were legitimated through the Troy myth. 71 The juxtapositions suggested in the play's refracted images of Elizabeth therefore had the potential to undermine the compliments of the royal iconography invoked. Shakespeare's Elizabethan Tomyris could cut both ways.
By the same token, the play's articulation of a flawed imperial model serves to both inspire and arrest any English imperial ambitions that might seek legitimation through the Gothic, "barbarian" line when Lucius commands the Goths to "be as your titles witness / Imperious" (5.1.5-6). The idea of a "barbarian" empire must have seemed an attractive one to Shakespeare's early audiences, or at least a familiar one. In the 1590s
and after, England --or, better, Britain --generated a national politics largely through the concept of empire. 72 But nationalist efforts to annex the translatio imperii and its promise of empire needed to confront Britain's own history as a "barbarian" colony of Rome, evidence of which came primarily from all too eloquent Roman colonisers like Tacitus and Caesar. 73 aspiring English minds, however, they are nonetheless far from Christopher Marlowe's testosterone-fuelled barbarians who manage in more than simply "conceit" to "bear empires on our spears." 77 Ultimately, Shakespeare's are not barbarian ancestors with an imperial destiny to bequeath, and the imperial fantasy his play entertains is shown to be severely flawed.
Shakespeare on occasion wrote histories in the conditional mode, histories that come close to the Nietzchean idea of a "critical history," freed from the monumentalising drive of the victors and concerned instead to scrutinise the past --including the roads not taken --in order to be free of it. 78 Titus is an early example of this, but finds itself in good company later in Shakespeare's career: Othello is set in Cyprus just before its historical fall to the Turks, though Shakespeare leaves the Venetians precariously in power at the audience both to remember and to revise Persian, Roman and British history, and to reexamine the dream of empire that his contemporaries were so keen to pursue.
